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The Painted Scrolls of the Garoda Picture-Showmen of Gujarat 1 


Jyotindra Jain 


Introduction 

The tradition of Chitrakatha or narration of stories with the visual aid 
of painted scrolls or panels has been known to prevail since ancient times in 
many regions of India. Some of the earliest and the most interesting references 
to such picture-showmen are contained in early Jaina literature. Bhagavati 
Sutra, a canonical text ( circa third century), refers to the life of Mankhali 
Goshala, the greatest of the Ajivika teachers . 2 There it is said that Mankhali 
Goshala was the son of a mankha named Mankhali. Abhayadeva (eleventh 
century), commenting upon the word mankha in the Bhagavati Sutra, says that 
it refers to a special type of mendicant 'whose hands were occupied with a 
picture board.' 3 Aupapatika Sutra (third to fifth century) also mentions mankha 
(picture-showman) along with other performers. In its description of the 
Purnabhadra Chaitya, the Aupapatika Sutra states that the shrine was always 
visited by dancers, actors, rope-dancers, wrestlers, jumpers, mimes, story- 
tellers, rasa dancers, fortune-tellers, acrobats, picture-storytellers {mankha), 
instrumentalists, attendants and bards {magaha)‘ Hemachandra, in his Abhi- 
dhana Chintamani, 5 explains the word mankha as magadha or bard, but it 
is interesting to note that the above reference in the Aupapatika Sutra men- 
tions both mankha and magaha and, therefore, perhaps these were two dif- 
ferent kinds of performers. 

Kuvalayamala 6 (eighth century), a Jaina text, refers to a wandering 
teacher (upadhyaya) who showed to a Jaina monk a painted panel of samsare- 
chakra, the cycle of the universe which contained depictions of the pains and 
pleasures of the human world, the heavenly regions, the involvement with 
various karma- s and the different punishments in the hells. 

Comparable to the reference to samsarachakra-chitra-pata are the 
descriptions of the yama-patas of classical Sanskrit literature. In Visha- 
khadatta's Mudrarakshasa, there is a reference to a spy who disguised him- 
self as a yama pattika (picture-showman) and carried with him the painted 
scrolls of hell punishments. 'He habitually entered the house of his patrons, 
where he displayed his yama-cloth, and sang songs, presumably of a religious 
type.’ Bana's Harshacharita a also mentions yama-pattika and explains that 
they showed pictures and gave sermons on vice and virtue, reward and punish- 

In Veddaradhane , 9 a tenth-century Kannada collection of nineteen 
stories from a Jaina prose classic, there is an interesting reference 
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S. Seetha 


The earliest textual mention of the four types of melodic forms, gita, 
a/apa. thaya. prabandha. in one sequence, is available in Ramamatya's Svara- 
mela Kalanidhi (1550 A.D.). While classifying the Deshi raga- s of his times 
the category of uttamottama raga- s (page 28, shloka-s 1-5), which accord- 
ing to him are free from the mixture of other characteristics ( asankirnataya ) 
into uttama, madhyama and adhama, Amatya gives a list of 20 raga- s under 
and are suitable for use in singing gita, prabandha, alapa and thaya. The 
madhyama raga- s, numbering 1 5, are used occasionally in gita khanda-s 
( shloka-s 6-9), while the so-called inferior raga-s, innumerable in number but 
less illuminating in nature, are unfit for being used in thaya, alapa and pra- 
bandha (pp. 29-30, shloka-s 9-16). In his Raga Prakaranam, Venkatamakhin 
makes a statement that the gita, thaya and prabandha of Tanappa and others 
are available for most of the raga-s. Some Deshi raga-s (Kalyani and Pantu- 
varali) are unfit for being used in the above forms: 
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[Raga Prakaranam in Chaturadandi Prakashika ] 
Though the above classification of raga-s, on the basis of their suitability for 
use in compositions, is not very meaningful in the absence of illustrative exam- 
ples, the reference to these four-fold raga forms in one sequence and that, too, 
in relation to the exposition of the topic of raga-s, is quite significant. Further 
it points to the current prevalence of these forms as early as the period of 
Ramamatya. Evidence proceeding from the writings in subsequent centuries of 
eminent scholars who adorned the court of T anjavur serves to establish the con- 
tinued popular usage of gita. alapa, thaya and prabandha forms. These appear to 
have been the mainstay of the performances of instrumental and vocal music of 

luthor«i? 1e ^ Ra9hUnat o a NaVaka ' thG SCh ° lar prince of T anjavur, to whose 
authorship the treatise Sangita Sudha has been ascribed, honoured the eminent 
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for orof >•' r avani ' a dancer ' reC0 ived Kanakabhishekam from the king 
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appear to be the classical modes of raga expression with a fairly good tradition 
behind it. Tulaja in Sangita Saramrita (page 72) states that illustrations from 
the old or traditional Chaturdendi pieces: 




are given to determine the occurrence of permissible prayoga- s, tana- s, and 
murcchana- s in the definition of raga svarupa. For instance, the examples of 
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Bhatkhande’s views in his own words 

l*'** tt 73173 

V 3 % % 37% % 7 T 737 3353 ft TfTTfifit ft% 3%7 53 7 f 7333 

Sr $ 51 ^ %\ 33 37% 7 fiR 7 % %rff *t titti? *7 t| t, 33: 3ff v% 
**** vs-tth? 77% net 33*3 nrtnV i 33! % 33*% 3 T 7 'r 3%3 f 7 *ii 37* 
^ %• S» *rc% Sr j sj-j^ Tfknk ft% 371 ft f, %tn 

3imR * »I 33 I iuft ^n gqr 31 Sr? tt% tt 53 k f*% 7 %f tt 7 <u 3 $ I 

^ ^ ^ VT 37t3 ftrcr T7 7%3T jf eft 3t % 3*t3 : 3*t3 
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f35T^ vt^* ft^IfH fl73 3ft I far-srfafol 7^ T3t 3S3t ft *rft ^ 
fM 35 vfft ft i sm Sf ft tfm % gq 717 %St TiTTnrtTt, f**^ 

vriTkft, Tnfkt ki^fa St 77 % tttt Jr *ff ^ | *m ? 53 

^ 'rf ^ 1 ? 7 m tttt %.SRf 33 7 ttt 57 k *3 tt% 

37 % 3377 7?t t%, ?ttt 3t 7^13 n^r ft ft7t 1 fa* ift ^ qfa^ 
f5T3^ Tt"! HfewfTJff % ^TTt St ftTT 333T ft %f^j, %7t fa^ ^ | , 

133 3 t 3 T 7 33 % 

5 *r fvrft % 33 St farter 3 ft | 1 sft 3 T 7 % ^ T j^ksH ft, 713 ^ ^ T 
f 3 TT% ft', «t% 3 T 7 f 3 % TT 7 -f 377 3 ^t 3 T| St 7 f 7 T 3 % % 7 T 3 3 k 5 ^ a* 3 tvR 
3 %, 333 WT 77 - 77577 T 33 T 57 - 77*771 ft, eft 33 I 7 * 7 Tlft St, 7 T 7 T- 3 T?.f% 
ST ttf f%gT 3 % ST 33 33 7 ^T ft |, 7 ^ 3 T 3 Tift 3 $ 33 T I 3331 33 33 % f 3 % 
33 f 3 T 333 t 3 t tit* 3 I 3 R ft 3 > 5 tT f I 313 TT 3 ^t 3 33 % 3 I 3 t 3 3 ?%t 

3 % ft 3 TT f I 3 % f 3 R ?3 3 % 3 % St 3 ! 3 -f% 3 TS 33 % T 7 % 7 | ? pr 33 % 3 T 3 
% 33 3 k 3331 3 ^ft 3 3133 ^SpiTT 33 % ftl<S 3 f 3 k f 33 f 3 % 333%3 333 !r% t| 
3 % 33 333 T TT 3 l J 3 T | 3 T 33 *fit I 


4rih% jnA^t 

SIc%T %^T T% 333% 533<H<I % 33317 7I373T3 Tt 33T3 T73t 3tff% 
3k f3>7 3% Ht f3?3-f3f3 33 33% ^3% Sr 31% ft, 33%t M I 3 l ft!,ITd l TT 35%3 
33% 3?3t 3 TT3T 3tff% I 3I793r3 33353 5TT3t3 3?3% % 33 377Hprt3 
3T3T ST 33% 3?3% % ^3 T7% 3lf^% I %3T T7% St 3c%T TT3 % 3T3t3 q% 
wW-t sf3|I3 T% 3TT3Trft 3t5T% 3% ft 5333% I 

%-ra 4 j'RT; rf^V 'tir^V T£\\ ^ 

? 3 t% 3 I 5 F 3 T f 3 ?T 3 % Tt ?% 9 % 5 fTt% TT f% 
>t% 3f%TK 3ft I 3?ff% f 3! 33t7 3T 3T 3% f%% f, 3f |3 7#TR T73 f, 
TTTg 33 %33 3T% 37 ft 33J®S 3 7^37 7c3RT7 % 7r7 ?r3 3 %% 7rf^% 

^ 5^% 33% 31731 f I 
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19 m ^ 4 vssii 

to gs;it af ass ^r 

5 fr?T I ft g*r *mt ssta-ssfa *r TOg **% % ^rr^rr< 'tt to* s*tt gt at s*it 
^ ^ ^ *!'*>** % STT«TTT Sf*ft Sgf SSTS ? 5* ST qs> SST 9 Sg ^ctT 

- ft. ^ ^ W f*t 5 T*f aft *ro **% *ra sgf ara I at* saa <fa gt to 
jj fgf^ aft asfa gfa & ?*t?sts ***: f g sfa-stfs gt srif f st *rrf*r^> 
c^^jfrt fasti $t 1 1 to** <fa tord ag | fa ssa- sto ir sTttsss sraar 
jpr hjsj *^fa wife mt *r tarr at gf gTTstfaas fert % sgf ft sarar i 

ire <10 °<4i‘ ? 

it* TO SSST TO ft sat ? $ST sfc fTOt it 
5TFT fTOTT 5ft SS*ft gS Sg fa** 3ST S»t fa gS 51*3* fafaas % fair smst 
ffe it TO ir* ft Safat SSS^ | I fast it it* sfsa *ftr fast % SS sfa at 
fir to*t ahf mafia sgf i ir* faaif * aaf f*^ arra— sg siafa a?sa*T asst 
gfropre fare** s>tst star 1 1 si* fas twsss sssrsss s af%* fafa 
*rs at *f* as* 1 1 fcr ir sifa wist st sifas to it* at ssfa ass; aft 
gf fasti ^at 1 1 ssftfa gs% sg rstsrr aft, sg s*^t ft gsr i 


*t* ST STTO* SS2H ST |*I : fs*TS S* TOTt 

*5? tts as* as* it fas srsre afa it, toss srs stn <st sVt at 
srr-a arts a far* toss *st rres stf srss sgr i s* srstsss tft sssft 
rfa&s sfa* assist sis* ss ssr | i 5* arsa* to srasr aft sistasr 
aaa | fa sms a^ca to toss s*s,r |, rnja as stssrs fn, to sjsst % 
fast? a as ast as afr i saai saT'a-afa'jia, ^st 5* nraa; arat | t*T 
g-s-f f**s ar*t toss aat as sff at sft as sat |, ^st sfs ft a|ar 1 
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a historical, critical analysis. In their present form they are a charming albeit 
provocative combination of personal statements and objective research. 

- KAPILA VATSYAYAN 


MEDIATION by Gaston Roberge, Manohar Book Services, N. Delhi, 1978, 
Rs. 100.00 {In English). 
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Featuring 

Ustad Ali Akbar Khan 

Swapan Chowdhury on tabla 
Raga Suha-Todi, Chhayanat (ECSD 2587) 

Nikhil Banerjee 

Pt. Kishen Maharaj accompanying on the tabla 
Raga Sindhura and Adana (ECSD 2600) 

Ustad Vilayat Khan 
Accompanied by Zakir Hussain on tabla 
RagaGhaara, Sindhi Bhairvin, Punjabi Dhun (ECSD 2828) 

Pt. Shivkumar Sharma 
Zakir Hussain on tabla 
Raga Kirwani (ECSD 2830) 

Ustad Bismillah Khan 

Kajri, Poorbi, Chaiti Raga Jogia.Tilak Kamod (ECSD 2833) 

Drums of India Vol.2 (ECSD 2583) 

Arranged & conducted by Gnan Prakash Ghosh 

And introducing 
Budhaditya Mukherjee (Sitar) 

Tabla: Ananda Gopal Banetjee 
Raga Ahir and Puriya (ECSD 2601) 

Malini Rajurkar (Vocal) 

Tabla: Vasant Acharekar 

Raga Bhopal Todi.Kaushik Ranjani, Khamaj Tappa (ECSD 2831) 

OnnewHMVstereoLPs 


The Gramophone Company of India Limited 

A Greal artistes, great music. 
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Record Reviews 



NATIONAL CENTRE FOR THE PERFORMING ARTS 

Nariman Point, Bombay 400021 
SOME IMPORTANT EVENTS (SEPTEMBER 1980) 


Programme 


I. Geetanjali 

(Kathalc Dance Recital) 


2. Aur Tota Bola 

(A Hindi play produced 
by Theatre Unit) 


3. Chbau Dance 

(Seraikella Cbbau 
Nritya Kala Mandir). 

In association with 

the Time and Talents Club 


Date Vent 


8/9/80 N.C.P.A. Auditorium 


10/9/80 Tata Theatre 

(Pre-inauguration 


17/9/80 Patkar Hall 

& 

18/9/80 


4. Sonal Mansingh 

(Odissi and Bbarata Natyam) 


Tala Theatre 


(Pre-inauguralion 

programme) 


25/9/80 




